Like many other world literatures, the English literature of the last few decades has been marked by an intensive search for new narrative techniques, for innovative ways and means of arranging a plot and portraying characters. The search has resulted, among other things, into merging literature with visual arts like painting, film and photography. This phenomenon got the name of ekphrasis and has become a popular field of literary research lately.
Since ancient times, literature has been allied to other forms of art like painting, sculpture, music, dancing. With the advent of new media, photography and cinematography in the 19 th -20 th centuries, literature began to interact with them, too.
Verbal representation of visual images in literary works got the name of ekphrasis. The study of ekphrasis has become a popular field of research lately. Suffice it to mention such books as Museum of Words: The Poetics of Ekphrasis from Homer to Ashbery (1993) 2002 , to see that the study of interplay of literature with other forms of art is a sort of front line in literary studies nowadays. The popularity is undoubtedly due to the fact that contemporary writers, postmodernist ones especially, have been very ingenious in new ways and means of literary creation, in combining text with various kinds of so-called ready-made material -paintings, films, photos or documentary sources.
Like many other world literatures, the English literature of the last few decades has been marked by an intensive search for new narrative techniques, for innovative ways and means of arranging a plot and portraying characters. The search has led, among other things, to merging literature with visual arts like painting, film, photography. Take, for example, the novels Chatterton (1987) by Peter Ackroyd and Headlong (1990) by Michael Frayn whose plots are centred round real or fictitious paintings, or the novel What a Carve Up! by Jonathan Coe (1994) which is a parody of a horror film under the same name and a number of other pictures made in the 1960-70s.
It should be noted that the interaction of literature and photography started, practically, as soon as the latter came into being. The term 'phototext' was coined by an American photographer and writer Wright Morris in 1946 to characterize the relationship between image and text in his own books The Inhabitants and The Home Place. But the phenomenon itself had existed for almost a century before that. As Blatt points out in his article, photography and literature have been involved in an almost constant dialogue and process of intersemiotic cross-fertilization since the advent of the new medium (108). Yet this border-crossing got a new impetus in the postmodern era which was marked by coexistence of visual arts and music, theatre and literature, conventional arts and authentic mass media as well as other so-called ready-made material.
Phototextuality is a form of ekphrasis though it is less spread and, consequently, less studied than, say, correlation between word and more traditional forms of visual art, though the last few decades saw a number of various publications dedicated to it, for example, the above mentioned article by Blatt, or an anthology Phototextualities: Reading Photographs and Literature (Bryant 1996) , to name but a few. Concerning the use of photographic images in fiction, Brunet wrote "…since 1970 writing and photography have been closely allied in various artistic practices, whether narrative, fictional, or polemical" (32). This tendency is not on the wane now; on the contrary, it seems to gather momentum. According to the same author:
… from an early twenty-first century standpoint, many signs suggest that photography, or at least some prominent branches of it, have indeed managed to espouse literature, while much of literature has turned to photography for the renewal of its sources and forms -to the point of producing a hybrid, a 'photo-literature' or 'phototextuality' concerned primarily with the exploration of its own structures and practices. (11) Suffice it to cast a glance at several of the novels published around the year 2000 to see that incorporation of photographic images into fiction allows writers to use new means of organizing literary texts, to employ non-conventional devices of structuring a plot and delineating personages as well as to pose various problems of aesthetic, ethical, ideological nature. (By "incorporating" I do not mean inclusion of photographic book illustrations but verbal descriptions of photographs and the stories woven round them, i.e. the phenomenon of ekphrasis).
I suggest to look briefly at the following seven British novels published in the last three decades to see the various roles assigned to photography by their authors. These novels are Out of this World (1988) To begin with, the scenes of the novels are set widely apart and have time spans of various duration. Ulverton (to be more precise, one of its chapters, "The Shutter," which is under discussion in the present paper) and Master Georgie have a mid-19 th century setting, The Dark Room is centred round WWII, Out of this World and The Rain Before It Falls contain their 20 th century heroes' long life stories, while The Photograph and Double Vision are set at the end of the last century and their characters are our contemporaries.
The novels also differ by the particular place photographs occur in them, by the roles they play there, as well as by the issues which are associated with them. The amount of space dedicated to descriptions of photos in the reviewed novels varies. It ranges from what may be called extended ekphrases, which offer detailed presentations of pictures, contracted ones and zero ones, the latter being limited to a mere mention of a photo. One of the key ideas of Swift's Out of This World "Every picture tells a story" is true of all the above mentioned novels as each of them is centred round some photographs. All these novels narrate of the past, they are associated with some real events, though instead of deriving "authority from documentary data" they offer fictitious "extratextual documents as traces of the past" (Hutcheon 156) .
Undoubtedly, the most obvious case of merging photography and literature is, judging by the title, Penelope Lively's psychological novel The Photograph where a photo triggers the plot. Its hero Glyn Peters, a landscape archaeologist, finds among his papers a photo of his late wife holding hands with her sister's husband and sets out to meticulously investigate the events and circumstances associated with the picture. The sentence "To remove one will bring the lot crashing him like an ill-judged move in that game involving a tower of balanced blocks" (Lively10) refers not only to the physical scene of pulling a file out of a heap of papers but also to the effect the found photo would play in Glyn's life ruining his thoroughly built citadel. His efforts gradually turn into a sort of self-quest and eventually help him realize the true reason for his family drama and his wife's suicide. The photograph also provokes a rift within another family the healing of which is long and painstaking.
A picture found in the family archives also serves as a plot initiating element in the novella Micha which is part of Rachel Seiffert's book The Dark Room.
While in the above mentioned works a photo launches the plot, in other novels photographs look like stepping stones upon which the plot progresses, that is, they have a plot-structuring function. Beryl Bainbridge's novel Master Georgie, related to the events of the Crimean War (1853-1856), consists of six chapters called 'plates' which look like monologues of the three principal personages. Each of the monologues adds something to the portrayal of the main character -a doctor and amateur photographer George Hardy. The chapters' titles are defined by the nature of the photos which form the key moments of each plate. Irrespective of the place of the photo in the chapter -its beginning, middle or end -it is explicitly or implicitly connected with every detail of the story. Thus, the first plate dated by 1846, is called 'Girl in the Presence of Death' and is framed by the scene of taking a picture of the dead body of George's father while the main part of the story contains the events prior to it. The final chapter dated by 1854 and ironically entitled 'Smile Boys, Smile' carries several pictures. Its narrator Pompey Jones, a photographer's apprentice, proudly surveys the photos he made in the Crimea: "The first was a study of a heap of amputated limbs; arrayed against a white background, they had the gravity of a still life. I was pleased with the tuft of grass spraying up from a clenched fist. The second was of the funeral ceremony held in the region we had recently quitted" (Bainbridge 199). Pompey's cold-blooded and cynical commentaries can be accounted for by his orphaned childhood devoid of any human warmth and of the months of his sordid war experience.
A similar technique of arranging the plot round a set of photos can be also found in The Rain Before It Falls by J. Coe and in the chapter The Shutter by A. Thorpe. Coe's novel is structured as a series of twenty photos that the heroine, a seventy-three-year old Rosamund, selects from her album and bequethes them to her young distant relative Imogen. As the latter is blind Rosamund accompanies the pictures with her stories which she records on her tape-recorder. Her narration is an attempt to overcome time limits, to go beyond the concrete facts, to reveal the implication of each scene and, eventually, to bring order and sense into the entangled life stories. Coe's heroine also meditates upon the possibilities of photographic art, upon the correlation between a visual and a verbal record. Thus she states that sometimes a photo fails to register and convey the brightness of the images preserved by human memory but it triggers memories which turn into stories even if they are not spoken out. At times, however, she is distressed at the imperfection of her narration and has to admit that a photo is more expressive than words. She arranges the photos in a chronological order to grasp and convey to her addressee the logic of life. Yet, eventually she realizes that it is an illusion, a dream which will never come true, like the rain before it falls. It is noteworthy that the colour scheme of the photos reflects Rosamund's changing perception of the world -the white-and-black colour of the early records corresponds to her youthful idea of reality as a sharply outlined conflict between good and evil while the polychrome range of the more recent ones coincides with her realization that life is not a mere opposition of those two but is much more complex and diverse.
Thorpe's novel Ulverton covers a 300-year history of an eponymous fictitious town in Oxfordshire and treats of some important events of national or world significance affecting the lives of twelve generations of its inhabitants. One of the chapters, the 8 th one, is titled The Shutter, the word referring to a part of a camera. It is dated by 1859 and is compiled as a commentary to seventeen photos made by an anonymous female photographer and storyteller in Ulverton and in Egypt. It is common knowledge that photography was invented in 1839, so in 1859 it was still a novelty that's why the commentator refers to her art as 'my humble lens', 'the nеw art of the lens' (Thorpe 167,172). The pictures she takes and the comments she makes become a document of the time because she records the village sites, makes individual and collective portraits of its inhabitants, quotes the local stories and legends. Moreover, her comments contain a number of ideas concerning her art itself -she ponders on correlation between photography and painting, between visual images and narrative; she shares her experience of taking pictures and gives various advice to her potential colleagues whom she calls 'my contemporaries in the field of both plate and canvas' (Thorpe 168). It should be noted that making a woman a photographer is not a far-fetched fact on the author's part. It is known that there were quite a large number of women among photographers in the 1850s. Thorpe also makes the heroine a proponent of the views and opinions on photography current in the middle of the 19 th century and proclaimed or recorded in the book The Pencil of Nature (1846) by William Henry Fox Talbot as well as in numerous photographic albums issued at that time. Thus, the photos in The Shutter play a double role: firstly, they are a record of the mid-19 th century English rural life, secondly, they convey the views on photography current at that time. In both cases in The Shutter photography is used as a device of literary documentation interwoven into an intricately written historical novel.
In Lora, which is the second of the three novellas constituting Seiffert's book The Dark Room there figure various kinds of photos but the most important ones are those of victims of Nazi concentration camps which in 1945 began to bring home to the Germans the truth of the Holocaust.
Five of the works under study have photographers for their main characters. These novels can be viewed as a modification of the genre of Kunstlerroman because they touch on the cardinal problems typical of the genre: choice of profession, freedom and aim of art, responsibility of the artist, interrelationship of the artist and society. The most representative of this group of novels is Out of This World by Graham Swift. This is what Malcolm Bradbury, the renowned English scholar, wrote about this novel: "Through the complicated technique of the photographer, different layers of long, dark, twentieth-century history are set into a postmodern collage" (434). On the one hand, the novel is a profoundly psychological family drama treating of the complicated love-hatred relationships between three generations, on the other, it is a kind of aesthetic treatise on the art of photography, on its mission, on correlation between humanity and professional duties. Its protagonist Harry Beech refuses to inherit his father's arms producing business and becomes a professional news photographer instead. With his camera he records some of the most significant events of the 20 th century -the bombing of German cities during World War II, the Nuremberg trial, the Vietnamese war. Beech considers that the mission of photography is a truthful representation of events. His idea that "without the camera the world might start to disbelieve" (Swift 107), runs practically through all the novels under examination thus stressing the fact that photography is a means of documentation, of truthfully recording events of private and world history.
Yet Graham Swift, as well as Beryl Bainbridge, shows also the opposite role of photography. These writers expose cases of using the medium for manipulating the public opinion. It is common knowledge that it was during the Crimean War of the mid-19 th c. that pictures became not only a means of recording events but also a form of public influence, of war propaganda, in the first turn. Beryl Bainbridge illustrates it in the final plate of her novel called 'Smile, Boys, smile'. The absurdity and falsehood of the official propaganda is exposed in the cynical photo of "a posed group of survivors to show the folks back home" (Bainbridge 211) taken by a professional photographer. To make the picture more complete and symmetrical he had the dead body of George propped among live soldiers and urged them to smile. Ordinariness of the unordinary is the leitmotif of Bainbridge's antiwar novel.
The protagonist of Swift's Out of This World Harry Beech recalls his series of pictures about a US mariner taken during the Vietnam war. In the first one the soldier is portrayed as a symbol of USA's valour. "His right arm is stretched back, his whole body flexed, beneath the helmet you can see the profile of a handsome face. It's a pure Greek statue, pure Hollywood, pure charisma. And it's how it was. It must have been. Because the camera showed it" (Swift 120-121). A second later the mariner was shot dead by a Vietnamese and Harry recorded the tragedy in several pictures, too. Yet his newspaper published only the first photo and it was reproduced by many other mass media, was used for posters, T-shirt prints, etc., in a word, it was turned into a brain-washing tool.
A similar exposition of truth distorting facts can be found in Pat Barker's novel Double Vision. The novel touches on various aspects of news photographer's ethics: the aims and responsibility of the profession, choice of objects and their interpretation, motivation of professional risks, correlation between duty and ethics, etc. The title of the novel may be interpreted in several ways. At least three possible interpretations are, in our opinion, associated with photography. Firstly, it is interaction between the verbal and visual presentations, secondly, the correlation of photography and reality, thirdly, the difference and likeness of photography and painting. Still another meaning of the title 'Double Vision' concerns the problem which has become very acute nowadays. It is the ethic side of mass media demonstration of scenes of violence and the viewers' perception of them which, as one of the characters, Justine, asserts, turns into a kind of voyeurism. She hates watching news programmes considering such pastimes a kind of egotism as they make viewers concentrate on their own emotions instead of empathy for the victims. Her opponent, Stephen Sharkie, on the contrary, thinks that closing one's eyes to other people's sufferings is a still worse form of egotism. This double vision of the correlation between visuality and ethics in the novel is substantiated, on the one hand, by its epigraph from Francisco Goya's commentary to his pictures: "No se puede mirar. One cannot look at this. Yo lo vi. I saw it. Esto es lo verdadero. This is the truth", which stresses the significance of visual images for registering the truth however severe it is. On the other hand, Pat Barker asserts that she shares Susan Sontag's negative assessment of photography because it "has set up a chronic voyeuristic relation to the world which levels the meaning of all events" (Barker 309) . By referring to these two diametrically opposed opinions Pat Barker stresses the complexity and ambiguity of visuality in mass media. The open end of the novel leaves it to the readers to make their own conclusions about this and many other problems raised in the novel.
The novel The Dark Room by Rachel Seiffert differs from the above ones by its structure and manner of narration (unlike the previous works it is presented as a 3 rd person narrative) as well as by the function photography plays in it. The novel consists of three detached novellas called after their main characters -Helmut, Lora and Micha -common Germans whose lives are linked with the events of WWII. The three parts differ by their setting and genre properties. The first one, set in the pre-war and wartime Berlin, can be viewed as a kind of Bildungsroman. The second one which treats of wanderings of three children about the ruined post-war Germany looks like a picaresque novel, while the third one which starts as a family story turns into a profound ethic and psychological investigation.
The eponymous image of a dark room, which initially means a room for developing a film, acquires various symbolic connotations in the three novellas. Helmut, the principal character of the first one, becomes a professional photographer and, since he is an invalid, is denied the chance to volunteer for the Nazi army. He stays in Berlin and registers both the Third Reich's triumph and its fall. He is unable to grasp the essence of the events, his professional zeal screens from him a clear view of the developments. He remains forever in the dark room of his ultrapatriotic delusions. The second novella, Lora, on the contrary, traces the process of insight and perception of truth of the war by the German nation itself. The sun lighting the commonly darkened room of the children's grandparents' house is a symbol of the revelation.
The hero of the third novella, Micha, is our contemporary who undertakes what turns out to be a complicated and painful search of the truth about his grandfather's involvement in the Nazi occupation of the Soviet Union. He fails to find any concrete proofs of his relative's crimes but after visiting the sites of his grandfather's military service and meeting the native people who tell him of the war time he comes to understand the sordid secrets of his family history thus leaving the dark room of his doubts and torments.
It is only natural that with the invention of photography the new medium began to vie with the old ones, especially with painting. It is in The Shutter that the problem is covered most widely. More than once the enthusiastic woman photographer stresses the advantages of her art before painting. Thus in the very first commentary she declares: "… I am emboldened to suggest that no brush, wielded by whatever genius could fashion the rushing water about the rocks so fine as my humble lens" (Thorpe 167). She opposes the naturalness of photographic portraits to the artificiality of painted ones: "Far preferable, to my mind, is the human subject when revealed in its natural habitat, than in the studio: how much more possible this is, with the instantaneous brush of the photographer's art, than with the slow dab of the painter's" (Thorpe 181). She even dares to suppose that Leonardo da Vinci might have envied the clarity of details in the photos. Yet paintings by great masters still remain for her a criterion for judging the quality of her works and while taking photos of wall paintings in the Egyptian pyramids she has to admit that a pencil and paper would have succeeded where her camera failed. So Adam Thorpe leaves the question of supremacy between the two arts open which, in our opinion, is done deliberately to depict the controversy current in the 1850s and in this way to recreate the intellectual atmosphere of the period.
Thus, in all the novels under review documentation is one of the main functions of phototextuality, providing a visual proof of events supported by their verbal representation. It contributes to the verisimilitude of fictionalized events of private and public life described in the novels. Photographic images also play the role of plot structuring means -depending on their number and the place they occupy in the novel they either initiate the plot or account for its progress. Photos and the stories woven round them are also one of the devices of delineating personages which is especially evident in the novels which treat of photographers.
Besides the traditional problems characteristic of literature in general the reviewed novels raise specific issues provoked by the presence of photographic images in them -ekphrastic (correlation between the visual and the verbal representation), aesthetic (relations between painting and photography), ideological and moral ones (mission of a photo journalist).
Thus, the brief survey of the seven novels shows how popular phototextuality is with contemporary writers, how fruitful the merging of literature and photography is for renovation of literary techniques, how diverse are the writers' ways and purposes of employing photography in present-day literature, and how instrumental the incorporation of photographic images into literary texts is for posing essential acute problems of today's life.
